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INTRODUCTION. 

This book makes no claim to be a new theory of 
harmony ; biit merely a new system of teacliing 
harmony, by what ia universally recognized a3 the 
beat method of teaching, viz., the inductive. 

The theory of harmony is the province of the 
acoustician, not of the musician. It is often asserted 
that music has gained largelj' by the labors of the 
acousticians ; but this is not so evident, when we 
remember that all the best music was written before 
the science of acoustics was bom. The instinct of 
genius discovered, after many trials and mistakes, 
what combinations and successions t>f sound were 
agreeable and expressive, without asking or caring 
why. And the science of sound has made but little 
advance in explaining this "why;" and has not 
added one chord or progression that was not known 
to Bach. 

Science can analyze sounds, but not music. It 
can say to what the vaiious qualities of sound are 
to be attributed ; but can give no explanation of 
their effect on the emotions. Indeed, the best 
authorities on acoustics, viz., Helmholtz, Pole, Parry, 
are agreed that it is useless for the musician to 
theorize as to the origin of chords. It is enough 
for him to know what combinations and pi-ogressions 
0) 
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4 INTEODTJCTION. 

practice and exptrience liave proved goo<l. Fo 
better proof is required of the uselessness of thia 
tlieorizing about the origin of chords, than the 
diversity of views with regard to the origin of the 
minor chord ; owing, to the fact, that its thii-d cannot 
be an overtone of its fundamental. 

The object of the writer on harmony and compo- 
sition ouglit to be, to reduce, to some system, the 
mass of facts ffor want of a better name) of which 
our modern music is the outgrowth. These facts 
are: 

Ist. A tempered scale. 

2d (and resulting from the first). A number of 
heys related in many ways. 

Sd. The possible combinations of sounds, called 
chords. 

4th. The seeming rules that govern the successions 
of these combined sounds, llules, be it remembered, ' 
that are not the expression of some natural fact; 
but arc merely the result of a consensus of the best 
taste in the art. 

These four facts make up the substance of h-ar- 
mojii/, and form the groundwork of composition, 
which deals chiefly with melody and form. 

Many departures will be found in this work from 
the usual methods of teaching, notably the following : 

1st. With regard to the formation of the minor 
scale. 
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2d. The referring of all dissonant chords to two 
roots. 

3d. The diacarding of the time-honored figured 
bass. 

4th. The fovmulating of simple rules for niodtiln- 
tion. 

My reason for the first departure is, thut the rela- 
tionship and signature of the minor scale is thereby 
flxed at once in the memory of the pnpil. 

Tor the second, — That it reduces the confusing 
mnltiplicity of rules for the use of chords with the 
seventh, to four that have no exceptions. 

For the third. — That it is a hindrance, rather than 
a help, to the pupil. The author has ha<l numbers 
of pnpils who could write or play a figured bass ; 
but who were quite in the dark as to the reasons 
why they used such successions of chords. Many 
of these pupils hid spent one or two years studying 
with good masters. And have themselves acknowl- 
edged that they have learned more in a month, on 
the plan pursued in this work, than in all their 
previous studies. It has always been to the author 
a mystery, why figured basses were used for teaching 
harmony. Thc_v wore, originally, a sort of musical 
shorthand; and, in these days of cheap music, are 
only 11 siiiTival of — not by any means — the fittest. 
The nuthof is ofttn met with the argument that '■ all 
the great musicians learned this way.'' Well, tUe 
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6 INTRODUCTION. 

pity is, thej' had not a better and easier way. It is 
no argument, that becanse a man is a great poet, 
therefore the system pursncd ia teaching him his 

lettera was the best possible. 

With regard to the fourth departure from usual 
practice. — The author feels a pardonable pride in 
having reduced the art of modulation to four simple, 
easily understood and comprehensive rules. Hitherto 
the plan followed in teaching modulation, has been 
to give the pupil various examples, which were to 
be transposed to all the keys, until they were fixed 
— parrot fashion — in his memory. When he wished 
to make a modulation, he must remember one of his 
" patterns." By mastering the rules here given, the 
pupil can make his own modulations in endless 
variety, and make them understandingly. 

It is well to bear in mind that music is an art, 
not a science ; although the study of harmony is 
often wrongly called the science of muaie. The 
rules of musical construction are not the result of 
scientific investigation ; but are deductions fi'om 
the practice of those distinguished by their artistic 
eminence. Many musicians think these rules are 
the expressions of some natural law. Many, not 
musicians, think they are the arbitrary and often 
unreasonable dicta of musicians. But both arc 
wrong. Good taste is the only arbiter in matters of 
art. And since the standards of tnste vary with 
every period of the world's history, it is not possible 
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INTRODUCTION. T 

to give to any of its decisions the stimp of perma- 
nency, and say : This is a rule that can uerer be 
broken. 

In conclusion, the author would express his thanks 
to his numerous pupils, both present and past, for 
the warm interest they have i^ken in the progress 
of this work, and for their kind wishes and inquiries 
firom all parts of the country. 



H. A. CLARKE, 

w of MaMc at IKt MtiuenUy of Pmruylviin 



PmLAHELPHlA, November 15, 1880. 
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PRELIMINARY DEFINITIONS. 



2. — Chords aod iDleTrals Rre always counted up from tho 
lowcai letter. In counting the namber of Isttore in an intpr- 
Tal, both letters are included, thus; C — D, it a second, two 
letters being included ; C — F, ii a fourth, four letters being 
included, and bo on. 

8. — A chromatic change retains ibe letter, but alters the 
pitch, thus; C — Cjt, is chromatic. A diatonic change changes 
both the letter and the pitch, thus ; C— D, or E— F, are diatooic, 
although one is a whole tone, the other a half tone. An enhois 
mania change retains the pitch, but changes the letter, thua ; 
C#— Dt>, F— E#, a— FX, etc. 

i. — Tbe word baie is used to indicate the lowest note of a 
chord, without regard to its pitch. The word ion Tfrom the 
Italian Ioimo) means a low or .deep Boand. 

6, — A dintooia seals is one that includes all the seTen letters, 
withont omission or repetition. (There are various kinds of 
diatonic scales, liz. : Tbe Greek, the Qregorian and llie modem. 
The; differ in the arrangement of the tones and aemitones. 
The modem resemble two of the ancient scales, in their arrange- 
ment of tones and eemiionee ; bat differ, in being tempered 
(i. t., a little out of tune). For eiplanation of tempered seales 
Bee Helmholli, or Slainer's, or Groves' Dictionary). 
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CHAPTER I. 

1. An Interviil is the difference in pitch between 
two Bounds. 

2. The naiTie of an interval depends upon the 
namber of letters it includes ; the kind of interval 
upon the number of semitones it includes. 

3. There are five Hnd& of intervals, viz. : M%jor, 
minor, augmented, diminisLed and perfect. 

The fullowing table containB all the kinJt of teconda, thirds 



»ad foariba. 








Thiri,. 


Foarllii. 




^ W^ rJifB 4s 


^#g=^i-fe-te^ 


»s=!»-^g 




S S 1 I 


4 t « 


MlD. M*j. Ask. 


lUm. Blln. MbJ. Ang. 


Dlni.P*r. AOK- 


- 4, By inverting 


these intervals w 


e get all the 



hinds of sevenths, sixths ami fifths. 




HiJ. Mln. DJm. Aug. MaJ. Mln. 



ADg. Fur. l>lm. 



r. Op examination it will be found that the inver- 
sion of a second produces a seventh ; of a third, a 
sixth; of a fourth, a fifth. Also, that an interval 
and its inversion together make an octave — and, as 

m 
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10 Crj,EKE'B HAEMONY. 

the octave contains twelve semitones, an interval 
and its inversion must make twelve semitones. Thns 
the major second contains two semitones, conse- 
quently its inversion must contain ten, etc. We 
also find that the inversion of a major interval pro- 
duces a minor, and the reverse ; of an augmented, a 
diminished ; of a perfect, a perfect. Removing one 
of the sounds of an interval an octave doea not 
change its name, except in the cases to be pointed 
out hereafter thus ; 




Bolh tbcBS intervals are thirds, or tha seaond eiample i 
third plus 

6. Intervals are also divided into consonant and 
dissonant. The consonant intervals are : The major 
and minor thirds, and their inversions, the minor 
and major sixths. The perfect fourth and its inver- 
eion, the perfect fifth ; and the octave. A conso- 
nant interval is one that gives repose to the ear ; a 
dissonant interval does not ; but it must be resolved, 
a term that will be explained in its proper place. 

Before going any Airther the student must beoome thor- 
oughly familiar with all these inlervaU. This is best done 
bj writing them out, eammencing with eTarj t], g end \' la 
the Bcale. 

1. A tetrachord is a series of four sounds, ar- 
ranged as follows : From first to second, and second 
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to third, are major seconds ; from third to fourth, a 
minor second, thus : Q, A, BJ^C. 

8. A major scale consists of two totrachords sepa- 
rated by a major second, thus : 



- 9, Every tetrachord may be found in two scales, 
viz. : The scales of its first and of its last note. 
Thus C, D, E--.P belongs to the scales of C ftnd P; 
F, G, A, B[, to the scales of P and B^. 

10. Scales having tetrachords in common are 
called related scales. Tlius tlie scales of P and G 
are related to C, because they each have a tetrachord 
that also belongs to C ; therefore every major scale 
has ttvo major relations, because C is the model for 
all major scales. 

Salt of G. 
ScaU 0/ F. -^ T^*^^ 




Write tetraohords, cammenctDg with eierj y, )f and I*, hod 
mark the antXn to vhioh they belong. Na letter muat be 
T^tuUd or omitted ia any aonle. 
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CHAPTER II, 

1. A common chord (or perfect chord) coiiaista 
of three sounds. The lowest is the root; the re- 
maining sounds are the third and fifth over that 
root. The third may lie major or minor; the fifth 
mugt be perfect. A chord with a major third is 
called a major chord ; with a minor third, a minor 
chord. Since there are only seven letters used in 
inusic, it follows that seven groups will make all the 
common chords that are possible, thus : 

Fifths B, F, a, A, B, C, D. 

Thirds.— C, D, E, F, G, A, B. 
Roots. — A, B, C, D, E, F, fl. 

Thaee groups mttj be modified b; fl, l>, efc. For example, 
the first group, A, r, E, mny be 



elc. ; bill (he Itltera n«'w change. 

2. Six common chorda maj- be written in everj' 
scale. Three will be major ; three, minor. The 
. seventh note of the scale, called the leading nole, 
cannot be used as the root of a chord, because the 
fifth over it is diminished. 
(12) 
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The major chords are on the first, fourth and fifth notes of 
the scale. Those notee are colled Ibe Ionic, subdominant and 
domintint, and Ihe chorda written on them are culled by the 
same names. 

Tbe tninoF chords are on the second, third and liith notes 
of the scale. These notes are called the supertonic, mediant 
and sDbmcdiant, and the chords written on them are called 
by the same names. 

3. It ia easier to write successions of chords in 
four parts {or for four voices); but as tiie choiiH 
consists of only throe sounds, it is necessary to 
do;ible one of t!ie members of the chord to make a 
fourth part 

Wb will aonmeace by doubling the root, thus: 




Ihe base and doubled by the Lighesl 



C is the root; 
voice or part. 

4. A chord with its root at the base and doubled 
in one of the upper parts may be written in tliree 
positions, called : Octave, tierce and qnint. 
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Odavefit). TlereUt^). <ltiiH{K). 8a. 




IHiperud Han 



In all ilB posilians »p4 daDblliig this chord 19 Etil] (lie 
ohord C, E, 0, 

This doubling might !>• «wrl«d lo tay eilent ; but it c>n- 
not filter the Qsme of the ehord. 



5. In writing a succession of common chords 
vith their roots at the base, the following rule must 
be observed : Never write two chords in succession 
in tlie same position. If it be desired to make the 
succession as smooth as possible, retain all notes 
common to two or more chords in the same part 
(voice), thus: 



tt. 




The foUolriDg eiampIeB kt* to be writteu Booordiag to these 



1st. The baaa note is Ihe rool. 

2d. Tlie root mi\j is to be doubled. 

8d. Two chorda in the Btme positioa mull n 



4tb. Mftke the ohorde as oonaeoted aa possible. 
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6, The knowledge gained must now be applied to 
the harmonizing of a melody. The following re- 
marks will point out the way to accompliah this : 

(1) Every note in the melody may be the root, third 
or fifth, of some one of the chorda in the Bcate. If it 
be treated aa a root, the chord will be in the octave 
position; if as a third, the chord will be in the 
tierce position; if aa a fifth, the chord will be in 
the qnint position. 

Eiampte: 




In this example, C is treated ai th« root of the obord of C, 
oonsequeDtt; it is in the octave position ; D as the fiflh in the 
chord of O, consequentlj it la in the qnint position ; C as Uie 
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Ihiril in iLe cliorJ of A, coDsequeully il 13 in tlic li 



(2) Begin and end with the tonic chord. 

(3) After deciding on the chord any given note ii 
to have, write Jirst of all the root in the baas. 

llarmoniie Ibc foilowing phmsB of melodj in us many wayi 



Three chords are passible fir tbo first note, two for Ibe 
second, three for the fourth. 

The followiDg melodies muBt be harmoniied aocording to 
these rules ; Ihoj should all bo transpOBed to all tbe keya and 
Lormaaiied otct nnd OTer, ' 



r proceed by long skips, it is 
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1 t,e you write it, to see if it conforms 
I (he only way to suaceed id theabaenoe 



Examiiie eftch cho 
to tlieBe rules Tliis 
of a teaclier. 

1 The progression of common chords is perfectly 
free, that is, any two common chords may be written 
in succession, but some successions do not sound as 
well as others. They are not to be understood as 
forbidden, because the effect of a progression de- 
pends altogether on the design of the composer and 
the context 

Tlie following rules might be given for sucli succeseiona : 

Two mnjoT ctiorda whose roots are a whole tone apart do 

not sound well, exoept la the following poeitjona : At No. 1 — 

two and three are aometimes used ; four is hardlj tolerable ; 

five Is intolerable. 




Two minor obords whose roots are a wliote or half tone 
ftpart are bad in any position, except in the passnge at No. 2, 
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A minor chord folloired by & major wbose roo 
third bighet, is bad unleeB in Ihe follovriog podtioi 




nsJoT chord, followed b; » mi 
■Biti a, half tone ftpart, «ioept ii 



lor or the roTersc, whoso 
the following positione ; 




Koa. 1 aod 2 oi 



8. It is not ftlwaye neoessary to iise the toot of a 
chord for a base note. The third or fifth may be so 
used. When the thtrd is used for a. base note the 
chord is said to be in its Jirst inversion ; when the 
fifth is used for a base note the chord is said to he 
in its second inversion. It is important to remem- 
ber that the name of the chord is uuclianged, no 
matter what the inversion of the letters composing 
it may be, thus : 
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To find the root of a chord it ii only DeeesBU? lo arrange 
the letters oompoBing it, ap u to read; 1, 3, 5. The loweat 
will be the root. 



L, the lattera read A, C, E, 
" 2 ■' " G, 2d " with root doubled, G, B, D, 

"8 ■' ■■ C, Ist " with fifth doubled, C, E, Q, 

" 4 " " F, 2d " " " " F, A, C, 

■■• e " " D, lat ■' D, F, A, 

'' 6 " " E, iBt ■' with fifth doubled, E, G, B. 

The pupil should write tilt the eommoD chords io all the 
kejB ; in all their poaitiona and inTersiona. Rememlier that 
patUion appliea to the hightit note of a chord with its Tool al 
the base ; and invertioa applies to a chord with an; member 
but Ihe root at Ihe baie, aod has no regard to what may be at 
the top of Ibe chord. 

9. Hitherto we have doubled the root of the chord 
only; but it is not the only member of the chord 
that can. be dotibled^ biit is the best when the root 
ia at the base. But when the first invei-sion of the 
chord is used, the fifth is just as good a member to 
double as theroot. (For the present the third must 
not be doubled). 
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N. B. — The doubling of a member of a chonl at unison 
expressed bywriting the nolo as aboTe. It ia aa though ti 
of the aingera in a quartette bad the aame note ta sing. 



Chord of C, 8e po'itioD, Boot doubled 
0, 1st inToraioo, 


Tonic cho 
Dom. 


C, 8e position. 


Tonic 


■' F, SepofliUon, 
" G^ 3e poBlUon, ' 


Subdom. 
Sup. tonic 
Dom. 



I, Fifth doubled, ■■ 
Root doubled Sup. t 



In writing the folloiring exercises, it ia optional In make the 
>tes either roola or thirds of chorda. Try boih and let the 
x decide. The f ■ihiwing example will point out (he way: 



DyGoogle 



OLAKKE'a HARMONY. 21 

TbiB is eTidentlj in the ke; of C ; it mnst therefore begin and 
end with the lonio obord. 

The second note may be root of the chord of F, or the third 
of the chord of D. (Try both). 

Ko. S osnnot be a root, being the leading note; it must 
therefore be a third in chord of 0. 

No i may be root of C, or third of A. (Again try botli) 

No. 5 root of A, or third of F. (Again try both). 

No. 6 root of F, or third of D. (Again try both). 

No. 7 root of G, or third of E (See disftgreeable progres- 
sions, p^e 17)- 

10. The following rule must be strictly observed: 

Never let two parts or voices proceed in octaves 

or fifths with each other. (Any two parts may be 

- an octave or fifth apart; but not twice in succession;. 




In the first bar, the bass and tenor are a fifth apart in the 
first chord, p' and aUo in tha uecond, j. | making two fifths ill 
Buccession betveen the eame two Toices. Alfo the bass and 
alto are an octave apart ia both chorda. 

ConseautiTe fifths and octaves, like this example, only occui' 
when two chords are written in sucoession in the same posi' 
tion ; hence Ihe rule forbidding it. 

In the second bar, fifihs occur tnioe in euccession betneen 
the alto and soprano. 

In the third bar, fifths occnr twice in succession between f lie 
tenor and alto. 

(ConseoutiTe or parallel fifllis will be treated r;.rther on). 



DyGoogle 



OLABKl'S HABHONT. 




Transpose thsH exeroisM into all (he keys. 

11. The next step is to uae this first inversion 
when harmonizing a melody. The following re- 
marks will make it easy : 

Every note in the melody may be the root, third 
or fifth of some chord ; but if it be treated as the 
third of a chord, the first inversion cannot be used, 
because it is forbidden as yet to double the third. 
If the note in the melody be treated as a root or a 
fifth, either the root or the third may be used for a 
base note. 



Kos. 1 and 8 must have Ihe toDic chord, nbich will be in Ibe 
ootave paeitioD. 

No. 2 may be treated M root in the chord of D, and jany 
hftTe the root or third at the base ; or it may be treated as the 
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Sflh in the chord of 0, imd mftj bavo tho ri 

No. Z ma; be root of B, fhird of C, c 
KB third of C, l^e root muat be at th« 1i 
two chords, oilher root or third nutj ba at 

No. 4 may be root of F, or third of D. 

No. 5 ma; bo root of D, or fifth of 0. 



No. 6bi 



mNd. 3 



No. T same as Nob. 2 and S. 

(Try all these varieties and observe which sounds best; if 
BSTeral sound equaUy well, oboerra the different affects thej 
give). 

The pupil should now be able to harmoniie I he folloiring 
ex am pies. 

It vill be well to bear in mind the following remark ; 

It genersllj gives a betlcr effect to make the eitremg parts, 
bass and soprano, move in opposite directioua ; t. e., when the 
bass descends, let the soprano sscend, and vice verta. This is 
not a rule, but only a remark. 




Note. — These examples, even if well harmonized, sound ao- 
Mtis&ctor; ; owing to the wont of the perfect cadenco, treated 
In the (bllowing chapter. 
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12. We proceed now to the use of the second in- 
version of the common chord, i. e., with the fifth for 
a base note, A chord with its fifth at the base, is 
always (with two exceptions which we will ignore 
for the present) a tonic chord. Therefore, in the 
key of C, with the chords so far at our disposal, the 
only chord that can be used in its second inversion, 
is the chord C, E, G. The following rules must be 
obBer\'ed when it is thus used ; 

1st. It (the second inversion of the tonic) must 
be preceded by some chord belonging to the scale. 
(This seems superfluous at present, but its impor- 
tance will soon be seen.) 

2d. It must be followed by its dominant (excep- 
tions will be pointed out in time. 




In Ibis eiample at X "' second inTersioiia of (lie toulo 
ohord, the first example is preceded b7 the Bubdominant 
chord, the second by the eupertonic. (These are the moat 
agreeable to use before this secand iDtersioiii bat anr other 
can be used ; as was remarked before, it depends on (he de- 
sign of the composer and the conteit.) 

The close of Ibia eiumplo is wbat is termed a full or perfect 
cadence It il the way the great majority of compositions 
end, Til.: nilh second Inversion of tonic, followed by domi- 
nant with root at the bass, followed by tonic in octaTe poution. 
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We round thaL the beat note to double, nhen the root waa at 
the base, is the root; when the third it at the bate, either 
root or Gflli ; but when the fifth is at the base, (he best note 
to doable is the Gfih ; neit, the root. 

. Every change in the position or inversion of a 
chord gives a new effect to the chord. The octave 
position is grave, massive and full of repose ; the 
tierce is graceful and inclined to melancholy, par- 
ticularly when used as a final ; the quint is bright 
and eager, always indicating something to come. 

With regard to the use of the different members 
as base note ; A chord with root at the base, is like 
a cone in a state of stable equilibrium ; with its 
third in the base, in a state of neutral equilibrium ; 
with its filth iu the base, in a state of uustable equi- 
librium. 

A careful stud; of the fallowing aiample will enable (1 a 
pupil lo write the exeroises that are appended. 



Where thrae marks ifi are, the second inversioa of the tonio 
chord ms7 bs used ; because No. 1, (he F preceding, majr be 
harmonized hj the chord of F, or by the first inversion, chord 
of D I No. 2, the A preceding, by the chord of A, or first in- 
Tersion of F ; No. a, bj the sama as No. 2. And in each case 
the note fallowing may be harmonized bj the dominant chord. 
Aner 1 and 3 the root of the dominant^ is at the base; No. 2 
the (iiird of the dominant at the base. The remaining notes 
are to be treated according to the rules already given. 
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The markB X '■> ^^^ Gi^' exertnM indicate the places where 
the Eeeond inTeraion ot the tonio m%j be lued. 




13. We now givo an example to illustrate bovr 
this second inversion may be used when harmonizing 
a melody. 



After writiog the eieroUea thai fallow, the pupil sfaould 
carefully go oTer again fh>m the be^Dning, end should trans- 
pose all the bnsees aod melodiee giTen into all the mejor kejs 
and hermoniie them. This is abaolnlel; essential to Ihe com- 
plete mastery of Ibo sulyect. 



At No. 1 we have a note belonging to Iho lonio eliord, pre- 
ceded by a note that may belong lo chord of D or ; it ie fol- 
lowail by ■ nole belonging lo the dominant chord. No, 2 
belongs lo the Ionic cbord, etc. No. 3 belongs to the Ionic, etc. 



Digniod., Google 



clabsb's hakhont. 



27 



Id short, whenercr we find C, E or G followed by 0, B or D, 
tho C, E or O may h'sTO the second inversioa of the tonic, and 
the G, D or D the dominant chord. 

The use of Ihia seoond inTcraion of the tonio is the only 
thing met with so tat that is at all difficult, and n little atud; 
Dnd perseTerance will at 




14. The third of & chord may bo doubled under 
the following circumstances : 

Ist. When the parts or voices doubling it arft 
raoving in opposite directions. 

Sd. When two chords are written in succession in 
the tierce position. 

3. Tiie doubling that results from striking fall 
chorda on the piano, organ or orchestra. 



DyGoogle 



CLA&KS 8 UABHONY. 



^ni^mrtLMdm 


J, 






^J5S*^E^ 


wr%4# 


rii 



ia ijoubled by tlio a 
a tliB Bamo direction. This 
) the rule about writing U 



No, 1. The E is donbled by the basB and Bopraoo, the basi 
ascending, the eoprikno deacending; in llie second bar (lie 

Ko. 2. In tLe firaC bar the C is doubled by the aoprann and 
tcQor; in the second bir the A ia 
but ia Ihia case they proceed i 
the only way an exception 
chords in the tierce posilio 
third ia doubled lo avoid the oonsecutiTe fifths and eighths 
that would result from doubling the root. 

No, 3. The harmony reduced to its simplest form ia only 
the chord of C, tierce; O, quiat; D, tierce; A, quint. Tbe 
doublings in this oaaa are merely for Iho B lie of fuller effect, 
and the harmony is lo bo judged aa to ita cocrcotnesa by re- 
ducing it to its simpleEt form, vii. ; 




k applies lo the pirali^l Efiha and oclrn 



Two chords in saccession in the octave jind gnint 
position sometimes occur, wticn tlic extreme parts 
move in opposite dircotious. 
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eiampls of consecutive fifths, trom the bIow 
of EeeihoTen'B "First SjmphoDj." 



of tbo dominant chord ma; be Dsed 




It must be preceded and followed by the tonic 
chord. It must never occur oa the accented part of 
the bar. If the tonic before it have the root at the 
bnse, it must after it have the third at the base, and 
vice vema. 



This example has t 
accent: if there were 
be an accented note. 






A subdominant chord may he used in its second 
inversion, provided it is preceded and followed by 
the touic, with the root at the baae. 
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At ^ the BBOond inversion of Ihe Bubdominant occiira; i 
Mflh ease it is preoe<l«d and followed by the tonio, with ii 
root ftt the base. 
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CHAPTER III. 

1, The minor scale is formed from the major, by 
rearranging tbe notes, commcDcing with the sixth. 
It is called the relative minor of the major scale, 
from which it is formed, and has the same signature. 

2. The most important chords in the scale are the 
tonic, Bubdominant and dominant. In the major 
scale these are all major chords. It was found 
(page 12) that six chords might be written in every 
scale, three major and three minor. By rearranging 
the scale in this way, the three minor chords will 
occupy the position formerly occupied by the three 
major chords ; t. e., the first, fourth and fifth notes 
of the scale, or tonic, subdominant and dominant. 



C»^»r. 




=^^ 


^# ? r ? f . , . 




H^ 


A miiwr. 


E mliur. 




4fesiEl=^^feE^EfeE?^ 



A IB the tilth note Id C major. The chord. A, C, E, i 
l«iiio of A minoi and the aiith or gnbmedi&nt ohonl in C. 

D. P, A, ia the subdamiDant of A or supertonic ol C. 

E, 0, B; la the daminuit of A or mediant of C. 

(81) 



D.j,-_;c;,GoogIe 
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This la the oldast form of tli« minor aciil«, and oorreepOBdii 
to llie Greek Ilypo-Doriaii (or, according to Qlareanus, 
^olian) ; tbe major scale being Ihe Ljidian (or Ionian, accord- 
in; to Glareanua). Thia form of the minor scale is very Hllle 
used now, because it does not admit of any harmony but com- 
mon oborde. 

3. Two forms of minor scales are osed at present, 
called the melodic and the harmonic. In the melodic 
the sixth and seventh are raised in ascending. In 
the harmonic the seventh only is raised, both ascend- 
ing and descending. This is the only form with 
which we have to do at present ; hence whenever a 
minor scale is mentioned, until further notice, it is 
always understood to have the seventh raised. 



4. We have found (page 11) that every major 
scale had two major relations. It follows, since the 
minor is formed from the major, that the relative 
minors of these major scales must also be related 
to the given scale, thus : 

C major has for major relatives, F and G. 

The relative minor of C is A. 

The relative minor of F is D. 

The relative minor of G is E. 
Consequently we have in every scale a group of six 
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keys, so closely interwoven tliat they cannot be dia- 
nnited, and we can pass from any one to any other, 
without making a permanent change of key ; or, in 
other words, any chord belonging to A minor, F and 
D minor, G and E minor, can be used in the key of C. 

In all of these minor keys the seventh must be 
raised tu make a leading note. Therefore in A minor 
wc will find G| ; in D minor, C#; in E minor, Djf. 

Therefore every raised note in any given scale 
will be a leading note to some related scale. And 
no note in the scale (with one exception, to be men- 
tioned later) can be raised unless it leads to a re- 
lated scale. 



1. Tonic. 

2. Leading note lo D miaot. 

3. SupertoDia. 

4. Leading note t9 E minor. 

6. Leadin)! note to F major. 

7. Leading note to O major. 
9. Leading note to A mioor. 

TCe Bee from Ihis example that a ohromntic scale may b« 
written in any key without u'iog a sound foreign to its rela- 
tions, except in one place, tiz., Iho Gth. 

5. Four common chords may be written in the 
minor scale. 
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The 1st is tonic. 

Tlie ttlh on the 2d of Ihe icale is dimiaished. 

Tbs fifth, on the 8d of tbe scale is aagmeDted, owing tc 
raisitig of the seventh. 

Thn 4th ii the unb dominant. 

The 6th ia the dominan:. This chord has become id 
owing to the ruiaing of the leading note. This is the 
chord that confaiaa iMa miaed note. Therefore we get 
exlenaion to the former rule, viz. ; Every raiaed nota in 
gitcn soale will be a lending note to some related scale, a 
must be harmonized by ihe dominanl ehord of the teale to mh 
liadi. The rniscd note or leading note is the (bird id 
dominant chord. 

The Cth chord ia majijr. 

The fifih on Ihe 7:h of the scale is diminished. 

(Rules will be given in tbe proper place for llie use of eli 
with diminished fifths.' 



G. It will at once be seen that the easiest notes to 
litirmonize in any given base or melody, must lie the 
notes raised by accidentals ; because there is only 
one way of harmonizing each one. 
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No. 1. Tonio. 

No. 2. Dominant of D minor. 
No. 3. Tauio of D minor. 
No. 4. Datniaant of C. 
No. 5. Tooio of C, first iuTarsion. 
No. 6. Doininiuit of A minor. 
No. T. Tonic of A minor. 
No. 8. Dominant of Q miyor. 
No. 9. Tonio of O major. 
No. 10. Tonio of O m^jor, flrat inTorsion. 
No. 11. Dominant of £ minor. The F must be sbarp, be- 
eaose £ minor is Iho relatirB of 0, and 0- has an F#. 
No. 12. Tonio of E minor. 
Noa. 13, 14 and 15. Chorda in llie scale. 

It will be observed that erery one of these dominant chords 
is followed by ile tenia. Thia is called the first progreeaioD 
(or reaolntioa) of the dominant chord, and muBt be for the 
present sirictlir adhered to. 

Before proceeding to hanuoniie the following ezerciaea, it 

woiUdbo well to oonstroot a few tables like theaooompanjing, 
which will show at a glance the relationa and the possible ' 
aooidentala in the given key. 



Principal faey, Bl> 

Major reUtions. 



Minor relationa. 
■■■-0 (leading note F#). 

D (lu^K note C#). F' (leading note Etf). 

C (leading note B]]). Et> (leading not« D).— 
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An easj vay to remember tbe uotea Ibat mnj ba miaed, ia : 
The; are the first, Beoond, fourth and fifth of Ihe scale. 

In the exercises that follow, will be fanad both basaes and 
melodiea, to be harmaaized. There are no neir rules aa ;et to 
be obserred; but we hsTe made a gain of four chords, Ti». : 
The chords that contain the accidentals, which chords are tbs 
dominants of the related scsJes. These exercises auit be 
transposed lo all the keys. 
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1. In addition to the related scales there is another 
scale from which we can borrow aome cliordg, viz., 
the parallel minor. By parallel minor is meant the 
minor scale beginning with the same kej--note. Thus 
the parallel minor of C major is minor ; it has 
three flats for signature, being the relative minor 
of E^. 

Rule, — In any given major scale the chords be- 
longing to its parallel minor may bo used. Those 
chords are three in number (one being the same, 
whether the key is major or minor, viz., the dominant). 



C Major. 
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We Dov hftte & meanB to hnrmDnize El> or AV In a malod; 
in tbekeyof C, vii.: ByC, E>,«; F, AS-.Ci or A^ C, E> . 
which \msi ohard includes bolh these notes. 

C, Eb, Q. — Is generally used u followa, i. t., preceded by the 

DuyoT tonic or dominant, and fallowed by the dominant or 
cliord on the sixth of parallel minor. 




F, Ai>. C— Preceded by the tonic, o 
Hnbrnediant, and followed hy the tonit 



nu^or sabdominont, a 




At-, C, G^. — Preceded by the tonic ordamlaant, and followed 
by the tonio or dominant. 
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8. The last common chord is the chord of the 
lowered aupertonic, which is formed as follows : 

RrLE. — The aupertonic of any scale, major or 
minor, may be lowered, and a major chord may be 
written on it. Thus the supertonic of C is D ; lowered, 
it becomes D^. The major chord written on it is 

This chord should be preceded by the tonic or 
subdominant, or by one of the chords of the parallel 
minor, and should be followed by the dominant, or 
by the second inversion of the tonic. 



This chord ia more frequeatlj used in its first inrerBion than 
in 11117 otber w«y ; sad in IhiB form is called the Neapolitan 
sixth — fov Bome jmbnown reason; and has a strange aoeotmt 
giren of its deriTalion. (See Orovt't Diet., Neapolitan tixth). 
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1, 2 and 3. First inversion of lowered sapertonic : preceded 
bjr tonic, major and minor; followed by domianaC, or tonio 
second inversion. 

4. The chord is preceded bj the chord od aiilh of parallel 
minor, and baa the root in the base. 

5. Pteceded by subdominant of parallel minor. 

In the following example from Weber (Der FreiscfautE). (he 
MCotid lovertion of this ahord ia used, followed by the dominant. 
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9. We^tum now to the rule (on page 24) that 
the second inversion of the tonic must bo preceded 
by some chord belonging to its own scale. This 
must be now understood to include all the chorda 
thus far mefttioned, viz., the chords from tlie parallel 
minor, the lowered aupertonic chord, and even eome 
of the dominant chorda of the related keys ; but the 
rule still holds good that this second inversion must 
be followed by the dominant chord. 




Not. 4, 6 »Qd G are not commonly met wilh, but can bo vary 
•ffectJTe. These three ex nmples (4, gand C) uroacoD'radictioii 
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or exception to the rule (pag« S5), tbat fhe dominaDt must be 
followed by Ihe tonic. (The progressioas of the domiaant nill 
be more fully treated in the next chapter). 

Another rule must now be giieu, vii. : When a note is altered 
by an aooidental it mnet remain in the same part or yoioe that 

it bad before alteration, t^ai : 



No. 1 is bod, because the C isnatnral at the one extreme of the 
lir t chord, and sharp at the other extreme of Ihe following 
chord. 

No. 2 IS good, beoauee the C# occurs in the same part or 
Toice, Til., the bass, that has the C]]. 

A passage lihe example 1 is called a cross or taiee relation. 
It cnn occur sometimea without a, bad effect, as will be pointed 
out in the proper place. 
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1. The dominant chord may have the eeventh 
over the root added to it. This seventh is minor. 
Being & dissonant interval, it must resolve; i. e., 
move always in one direction, viz., downwards one 




In thia example ve haTe the domiouit ehord of C with the 
seveath, F, added. The Toice or part that haa the F, mutt 
aftenvard bare K The note to which the seTenth deaceiida, 
is the third of the tonio chord ; hence the rale, that the domi- 
nant must be followed by the tonic. But there are other 
chords in the scale that contain this resolution note, that maf 
be Btruck after the dominant. Thie givee us three progrea- 
dona for Uie dominant with seventh : 

let. To the tonic chord. 

2d. To the chord on the eiith of the Boate. 

3d. To the dominant of the relative minor. 

The first progresBJcn can fake place no matter what the^oif- 
lioa or iaveriion of the two chorda roaj be. In this pn^es- 
aion the third of the chord must uscead one degree. 
(43) 
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The second progrcsaion cui orAj take place when the rooti 
at both chords are at the base. In this progression the third 
maj deaeend when Ihe fifth of the chord is at the lop. 

The third progreasion may take place no matter what the 
position or inTSTBion of the two chords. In this progression 
the third does not moTS, because it is the fiflh of the fallowing 
cl ord. The root mnat be raised chromatically to the third of 
the following chord. 

It is of the greatest importance that the pupil should fix in 
bis momorj these three progressionB of the dominant chord 
with seventlia. The following examplea mast be workeil out in 
every key. 




s X ' ' 
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Id tbe above examples we haTs every Tarietj of tbe first 
progress ion of tbe domiDaat niUi eeTCDths. 

No. 1. With Toota of both cborda at Ihe base, and seventti, 
fiflli and third of the dominant chord at -the top. It will be 
seen from this example that when the roots of both chords are 
nt the base, Ihe fifth of the tonio must be omitted, owing to 
tl:e progression of the SBTenth and third of the dominiint. (It 
ie common in terminations to let the third of the dominant 
descend to the fifth of the tonic, but it is in questionable taste.) 

No. 2. IVe have (he first InrerBioD of tbe dominant with 
seventh in nil positions. 

No. 8. We hate the second inversion of tbe dominant with 
seventh in all positions. This second inTcraion of the domi- 
nant is under no restrictions as to its nse at sny time, owing 
to the presence of tbe seventh. The small notes in the bars 
indicate that tbe D may go to C or E ; if it takes tbe £, the 
third is doubled; but it occurs in contrary motion, and is very 
effeotiye, particularly when it occurs as at X. 

No. 4is the third Inversion of this chord, viz , with the seventh 
fbrabase note- The small note in thefirst barof tUisezaiaple 
shows how Iha third of tbe tonio may be doubled in contrary 
motion. 

From these examples we get the following rules for the first 
progression of Ihe dominant with seventh : 

1st. When tbe root of the dominaDt is at the base, Ihe tonto 
must have its root or fifth at the base ; nivir the third. 

2d. When thelhirdof Ihe dominant is at the base, the tonic 
mtal have the root at the base. 
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Sd. WhCQ Ibe fiHh of the domiDant ia at tbe btue, the tonic 
must have Ibe root or third (BometimeB tho fifth, but it is not 
good). 

4th. Whea the eetenth of the dominaDt is at tbe base, tbe 
lonie muBt bare the third. 

Second progresaion of dominant nith BCTeoth : 




No. 1. Theaerenth jsat the top. The third of the dominant 
mast ascend. The third of the chord on the siilh must be 
doubled, to aToid the conseculiTs fiflha, which would occur if 
the D were to take the E. 

Ho, 2. The dominant has the fifth at the top. The third in 
this ease o^ either ascend or descend. 

No. 3. The dominant faaa the third at the top, conaequentl; 
the third of the following chord must be doubled. (See rule 
for writing two chords in tierce position). The emiLll notes 
at the end of each bar Bignif7 that the chgrd on llie sixth of 
tbe parallel minor is included in this second progression. 



Example S is 



fallowed b; tbe chord on the sixth 
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Third progTBSBion of dominanL vrilh oeTenth: 




^^^p^i 




In IfaeHe eiampleB ure b.11 Ihe 
uioD is Mpnble. 



of wMch IhU pro- 



DigniodD, Google 



48 Clarke's hakmony. 

It will be seen Ibat the root of the first chonl nlwsja be- 
comes the third of the Becood (by the chromatio alteration, 
effected bjr the #). This ia in accordance with the rule on 
page 42, that wbeaerer a note is altered cbromalically it must 
remain in (he snme part or roice that it bad previouB lo altei^ 
alios. It will also be seen tbal the seventb always desceuda 
one degree. 

It ia evident that Ibis third progrcasion of the dominant 
(i. r., lo the dominant of Ibe relative minor) can only take 
place in a major key. This leaves but two progreMilDns for 
the dominant wilh sevealb in » minor key, Tii., lo the tonio 
and to the chord on the sixth. 

(Tho nulhor cannot insiet too stronglj on tbo noeessily of 
becoming thoroughly familiar with tlieSB three progrataions in 
every form and in cyerj key, before procoeding any further. 
Their importance will become more and more manifest as we 
proceed). 

Tbo exercises that follow should be writteri repeatedly and 
transposed to all the keys. A careful aludy of this example 
will indicate liow this new chord may be used when hormou- 
idng a bass or melody. 

It must first be remarked that all the dominants of the re- 
lated keys may also have (be seventh added, and henceforth 
must not be nscd without the seventh. We have already 
found that every nole in the scale may be either a root, tbird 
or fifih [except the leading note, which cannot be a root ; Iho 
Bupcrtonic, which cannot be a third ; the subdominant, which 
cannot be a fiflh). We now find thnl they may nearly nil be 
sevenths. 



No. 1 is tho BOTcnth in the dominant of Ibe related hey, Q 
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No. 2 ia the serenth in the domiaant of th« relatire miliar, A. 

No. 4 is tho BeTealh in the dominant of the key. 

No. 6 iB the seventh in the dominant of D minor, Iho relo. 
tiTB minor of F. 

No. ia the eeienth in the dominant of E minor, Tbe rela- 
tive minor of 0. 

No. 7 has to be lowered to 6I>, because C ia Ibe dominant of 
V, »nd B>> is the minor serenth over C; also, B ia Sat in the 
key of F. (Ibis givea as a means to harmoniie Bl> if it should 
occur in a melody in the key of C). 

Since the seventh alvays descends, it ia necessary before 
treating a cote as a seventh, to observe that it must be followed 
by a note one degree lower than itself. 




Bar 1. Tonic, domioant of key, with seventh, followed by 
Bar 2. Chord on Biitli, followed by dominant of F, seventh 

added, second inveraion. 

Bar 8. Tonic of F, followed by dominant of G, seventh added, 

Gret inversion, 

lowed bf dominant of A minor, seventh 
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r, followed bj damiiunt of D mioor, 
I, (tttlowcd bj Ekni«, 



Bar 6. Tonia of A n 
MTeath added, tbird iai 

Bar 6. Tonio of It n 
Uarce poaition. 

Bar 7. Seoond inveriloa, tonio, followod hj domlntuit, with 
aarauUi added. 

B«r 8. Tonio of C, witk ttlh anitttd. 



Th«Bi 



,B melody, wilb another harmoDj : 




The popil Bhoald analjie this without difficult;. 

Try to find opportnnitieB for all the resolntioDa of the doni 




DigniodD, Google 



CIiABKX'b habhont. 




DigniodD, Google 



bi CLABKE'e HABHONY. 

HoTE. — rt is not DceesMt? to write a separate obord to eierj 
note. If two or more notes in enoceiaion are memberg of the 
game cbord, tlie chord need not be written with all of them. 



2. When the root of a dominant chord with seventh 
is omitted, the remaining notes fonn what is called 
the chord of diminished fifth on the leading note. 
It must follow the rules for the progression of the 
domioant, as thongh tlie root were preseat, except 
when it is used in its first inversion (which is the 
bebt way to use it), when the seventh may ascend 
or descend. 



So. 1. Domiaant or C, with aeveutb. 
No. 2. Sane, wiih root omitled. 
No«. 8 and d are the inverEioni. 

No. 5 U the first inTersioD, with Ihe aeTenth ascending. 
There are Iwo exceptions to the rule that tb« sevenlh must - 
descend : 
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No. I. The dominant, eecond iovereion, with the BSTenth at 
the top, IB preceded by the tonio, tieroe position, and folloned 
hj the tonio, first inTenioD. This la the only nj this pro- 
gresaion can take place. 

Noe. 2 and 8. The EeTcnth Ib doubled, and one reeoWea aod 
tfap other aecends. 

3, Any number of dominaDt chords with sevenths 
may be written in succeeaion, whose roots are a fourth 
apart, ascending, or (what is the same thing) a fifth 
apart, descending. The easiest rule to remember 
this progFi^Bsion by, is : Lower the third of each 
chord chromatically, and it will be the seventh in 
the following chord. 



In Ibis example the eix danunuit chorda that maj be uied 
in the ke; of C are writt«n in suocesalou. 

Other progressions of the dominant chord with 
seventh may be met with that cannot be brought 
under any rule. They are not common, and can be 
better learned by studying the works of good writers 
than by attempting to give rules for them. 
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CHAPTER V. 



1. The ninth over the root may he added to the 
dominant chord. The ninth is minor (i. e., an octave 
and a aemitone) in minor keye. In major keys it 
may be major or minor, but is naturally major. 

3. The ninth resolves like the seventh, by descend- 
ing one degree. The first progression of the domi- 
nant only is possible when the ninth is added, viz., 
to the tonic chord. 

3. The ninth cannot be used for a base note ; nor 
can it be written close to or Iielow the root. 

4. There are therefore only three inversions of 
tliis chord. 
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No. I. DominaDl of C, nith m^or uid minor ninth. 
No. 2. Dominant of ita relBtive minor, A. 
No. 3. Dominant of F, with m^or and minor nlatb. 
No. 4. Dominant of ita relaiiTe minor, D. 
Ko. f • Dominant of 0. irith major and minor ninth. 
No. G. Dominant of its Telative minor, E. 
The amnll notes indicate the resolution of the aeventh, ninth 
and third. 

When writing in four parts, it is necessary to omit 
one of the notes of this chord. The best one to 
omit is tlie fifth, or the third or seventh may be ^ 
omitted. 



The following eiimple containa all the inveraiona and posi- 
tions of the dominant of C, vith Beventh and ninth. 

The pupil should write all the dominant chorda in the same 
way, with msjor and minor ninth. 
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Nos. 1 , 2, 3 and 4 are th« Tari 
with all the members present. 
Nob. 5, 6, 7 and 8 are eiamples willi the fifth or third omi 
Nofl. and 10. Same, with minor ntntli. 
The papil should try to find more than are here giren. 



5. Although the sereath may be added to the 
dominant at any time, the ninth cannot. Obeerva- 
tion of the way it is used hy good composers is the 
only way to team. One rule might be given, viz.: 
The ninth should not be added when making a per- 
fect cadence, unless it is done as follows : 
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An analytia of this example will guide to the beat muiner 
of using tbe ninth with the dominant. 

6. This chord of dominant with ninth is more 
used vithout than with the root. When the root is 
omitted, the chord may have the three progressions 
of the dominant. 

E I ample : 



When the root is omitted, the remaining notes 
may be inverted in any way ; but the major ninth is 
rarely used as a base note. 

1. The succession of dominant chords, mentioned 
in the last chapter (page 47), can take place, with 
the ninth added. It is seldom written with the roots 
present ; but is common without the root. 



D,gn;:d;, Google 




No. 1 IB a BuccesBion of dominnDlB with miaor ninthg. root 
omittid. This is known aa Ihe dimiDished Beventh chord. 

Ko. 2 b the Bame euccession ; but the alternste chorda hare 
only th« sere nth. The chord of Bl> major is the lowered auper- 
loaie of A, henos it ma be followed b; the domiiiBiit of A, as 



When harmoniiing the following exercises, it U poseible, 
whenever ft dominant chord ll used, to omit the root and add 
the ninth. It will be seen that the lowered notes in Ihe scale 
may ftU be treated is minor ninths. We find so far that it is 
posaible lo hav« four miaed note* In a scale; that they are 
leading notes toreliited BcalsB; also, we qui,; bate four lowered 
notes in a scale wliioh will be ninths in the dominant chorda 
of the scale and its relations (although there are other wsjs 
to harmonize Ihe lowered notes). So the accidentals, t^st can 
be barmoaiied in a scale, alwaja occur in dominant chorda, 
or the parallel minor, of Igvered supertonic. 
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The dominant with minor ninth may have the root 
and third omitted> The result is a diminiehed chord 
on the second degree of a minor scale. The same 
remarks, as to inversion and progression, apply to 
this chord as to the diminished chord on the leading 
note in the minor key. It takes the place of a super- 
tonic chord, and is generally followed by the second 
inversion of the tonic. 




^J±ll liLLHil iTm\ 
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CHAPTER VI. 

I. The eleventh may be added to the dominant. 
It ia perfect ; being the perfect fourth, removed an 
octave. The third mnst be omitted when the eleventh 
ia added. It resolves, by descending to the third of 
the chord. If the ninth be present, it generally 
descends to the root at the same time that the 
eleventh descends to the third. This chord may l>e 
inverted in any way (except the ninth, which cannot 
be a base note, or close to the root). In four-part 
writing, the fifth, seventh or ninth may be omitted. 






nie above eonl&InK examples of the wa; tbia chord ia gen- 
erallj nsed when the root ia preaent. 

2. This chord is more often used without the root. 
The root being omitted, the ehord has the three 
progressions of the dominant, and it may be in- 
verted in any way. The following rules must be 
observed : 

(62) 
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1st. If the eleventh descends, the fifth must remain 
stationarj- or &8cend. 

2d. If the eleventh remains stationary, the fifth 
must ascend one degree. 

8d. The root and third being altsent, the seventh 
and ninth are fVee to move in any direction. 

Bbmakk. — It ii b«tter, In general, tb>t ihe cleTenth ihould 
b« heftrd in the preoeding chord ; but it is not neoeasarj. 




No, 1, DomiDMit of C, eleranth added, root and third omitttd. 
The eleyenth dgsaends ; the ninth also ; the flfth remi^ns. 

No. 2. Bune, with minor ninth. 
* No. 8, Same, followed bj tonio. Eleranth remaina; fifth 

No. i. Same, with minor ninth. * 

No- fi. Bame, followed bj dominant of relative minor. 

Ho. S. Same, followed by ohord An aiith. 
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No. T. Fint inverBian of asme ofaord, followed by tonic. The 
Beveoth, F, m»]r go to Q, E or C. 
No. 6. Same progreaBioD, with minor ninth. 
No. 9. FIrBt iuTereioQ, followed by cliord on sixth. 
No. 10. First inversion, foUovred by dominftnt of relative 

No. 11. Seoond invMaion, fallowed by tonie. 
No. 12. Second inTersion, with minor ninth- 
No. 13. Seoand inTtrBioD, followed by daminant of relative 

No. 14. Seoonj inversion followed by dominant of relative 

No. 16. Third inTersion, eleventh and ninth resolving on 
third and root of Ihe chord. 
Ho. Ifl. Third inversion, followed by dominant of relative 

No. IT. l^ird inversion, with minor ninth, followed by 
/ dominant of relative nunor, with enharmonio ohange of A> 

lo Qi(. 

It will be Been from these axanplefl, that the only chords 
thateanfollowthlsoBearetTie three that may follow lh« domi- 
nant ohord with the seventh ; hence this group is considered 
to come from the dominant, as its root. 

(Harmonize the melodies already given over ag^n, and try 
to iniroduce (his new chord.) 

llecspitulation of the liarmonies of the dominant : 



The Ist group consists of m^or third, perfect fifth and it 
Mvenlh, and is a dominant with bhe seventh added. 
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The 2d group ooDBistB of minor third, dlminiahed AtOi and 
minor sevenUi, and is a dominant wilh mnjor ninth rdded; 
root omitted. 

The 8d groap eonsistB of minor third, diminished fifth >nd 
diminished »eTentb,and is adominantirith minor ninth added; 

The 4th group eonsisUi of minor third, perfect fifth and 
minor roTenth, and is a dominant with major ninth and 
elevenfh added; root and third omitted. 

The Ijih group is the same as the 2d : consequent!; it maj 
be either doioiniint wiib< major ninth added, root omitted, or 
dominant with minor ninth and eloTenlh added, root and third 
omitted. 

Consequently the 2d gronp in the abore example may come 
from either Q, the dominant of C, or E, the dominant of ila 
relative minor. The Sth group maj oome from Bt, dominant 
of El", or O, the domlnant.of C, iW relalire minor. Therefor* 
there are fonr notes In eommon between thedominant harmony 
of a major kejand the dominant harmony of its relative minor. 
By the enharmonio ohange of the minor ninth there aro fire 
notes in common, thns: 



1. Dominant of C. with major ninth. 

2. Dominant of A, with minor ninth and eleventh. 



1. Donunant of C, with minor ninth. 

2. Dominant of A, with minor ninth ; the Ai> becoming 0|t, 



Dj _._.,Coogli: 



6ft 
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3. It is owing to this fact of there being so many 
notes Id common between the two chords, that any 
group, derived from one, may be followed by any 
group, derived from the other. 




Eierj group in this example, except those marked X- ^>^ 
longa la eitber the dominant harmon; of C or of A. minor. 



(It is Bometimes ot^eeted to thie way of treating theee 
chords — Tbat to be conustent, each groupa as the following 
should be treated as coming from the dominant, vii. : J>,' F, A, 
which would be tbe Bfth, seTeuth and ninth ; or F, A, C, whioli 
would he (he seventh, ninth and eleventh. This olgection is 
easily met as follows : There mutl be a diesonant interval in n 
chord or il cannot be a dominant harmony. In all the^e 
groups there is either a minor or diminished Bevenih, or a 
diminished fifth. I wonld agnin say that i', is only for ilie 
sake of simplicitj and system thut the domin^int is treated na 
the root of these chords ; not f^om a belief that it is so.) 



4. The succession of dominant chords (see page 
63} is also possible when the eleventh i ^ added, al- 
though the third is not present. 
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2. Dominant or C. ^ 

8. Dominant of F. Bt> la Ihe lowered third of the preo«diug 

6. DouiDUit of a. 

6. DomiBMit of C, with •1«T«ntb. 

7. Dominant of F, with eteT«Dth. 

8. Sune, with minor ninth. 
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CHAPTER VII. 



1. The Bupertonic of any^ey, major or minor, 
may be treated as tlie root of a harmony similar to 
the dominant harmony. The four groups that may 
be derived from this harmony are always followed 
by the tonic chord, which sounds best in its second 
inversion. The dissonant notes in a supertonic har- 
mony do not require reeolution, as in the dominant 
harmonies by descending: they generally remain 
stationary (because the seventh, ninth and eleventh 
over the supertonic make this tonic chord). 

If the second inversion of the tonic is to follow 
the supertonic harmony, the latter should have the 
root, third or fifth for a base note. If the first in- 
version of the tonic is to follow, the supertonic har- 
mony should have the ninth (minor is best) for a. 
base note. If the tonic, with root for a base, is to 
follow, the seventh of the supertonic harmony should 
be in the base and the root omitted. 
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No. 1. Supcrlooio turmony of C, aeventh a«ldeil, root at 
Ihe base. 

No. 2. Supertonio hftrmony of C, tereDth and major ainth 
added, root at the base. 



Ho. 4. Superlonio harmonj of C, seTenth and major ninth 
added, third at the ba«e. 



No. 1. SupertoDio harmonj of C, minor ninth at th« b 
followed by first inTeraion, tonic. 



No. 2. Snperlonio harmonj of C, 8e*«nth at the base, fol- 
lowed bj tonio, root at the base. (In this progression the El- 
is almost uDiTirsallj written Djf.j 

No. 3. This is the only waj this harmonj, wilh the elerenth 
added, can be used, rlz., with the minor ninth and in this 
position. 

No. 4. This sometimes ocoutb, the third falling to the root 
•4ff the tenia 
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The lupertonio hkrmonj msy be writt«a aflsr Ihe lowered 
Bnperionie ohord, ■■ follows: 
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CHAPTER VIII. 

1. The chord of aogmented sixth is a dominant 
or^npeitonic harmony ft^m root to seventh, or from 
third to minor ninth, with the fifth lowered ehro- 
matically. The easiest way to remember it, is : the 
so-called root is the minor sixth or minor second of 
■the scale. This so-called root is the fifth of the 
originat chord lowered, and is, strictly speaking, 
only a passing note between the fifth of the chord 
and the note below, to which it descends. This 
chord must be followed by the tonic or dominant. 



Isl szunple. Hrst «liocd ii Ute dominant' of 0, or snpei- 
tonio hsrmoDj of C. Second chord ja the angmented tixth oa 
lowered aiith of C, or lowered aeoond of O. The third ebord 
)b tonie of Q, or dominiuit of C. Fourth chord ia tonic of C. 
In this example the root is prewni. 

2d esample. The root Is abaeot, the minor ninth preaent; 
D being the root A is (he fifth, trbich U levered to A^, and 
ia oalled the root of the angmented sixth. The augmented 
siitli liea between the A> and Vf. Thla chord maj be in- 
verted in three wajs. It is not often naed in inveraiona how- 

(") 
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0'^ ^^ 



Id No 



The sixth degree in a. minor scale does not require 
to be lowered when writing an augmented sixth over 
it; or, in other words, the dominant chord in which 
this note is the fifth, requires an accidental. 



Root : B. FjF is the fifth ; but F ia ntturtil in A minor. 

2. The augmented sixth on the sixth degree of a 
minor scale may be followed by the tonic of the 
relative major. This progression is best with the 
roots of both chords in the base. 



Angmenled ilzlh c 
tlin relative mi^or. 

This pragrGMion OMi be expUned by our theory of the three 
progreaBioDHofadamiDant chord. The root of the first chord 
is B, therefore it ia only the domiutot chord of E, followed by 
tbe chord on the iiith of its aeale, 

(The finest illustration I know of this progrusion )■ in the 
inlroductio'D to " Fsast " — GooDod.) 
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No. 1. Augmenied sixth 
b; dominant. 
No. 2. Aagmented aiith 

ore. 

No. 3. Augmented iiith 
No. 4j Aagmented siith 
No. 6. Aogmcnted 
No. 6. Augmenied aiith 
only w&j Ihis 



iith d< 



« of F, ( 



luperlonie 



thon 



liith degree of C. 
lixth degree of G. 
jith degree of A minor. 
Biith degree of C. Thia is the 
UBed amoollil;. 
. Augmented siilh, lowered supertonio of C, foUawed 
b; domiDsnt ; or dominsDl of C, with lowered flflli, followed by 
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The ftagmented lizth eompleUs tlie list of oliords; what 
fbllow kre utber nupcnuons or rctftrdationa. Intnducs the 
augmented siith u often kh posaible in Uie fdUovitig Mtatnple; 

also the supertonic harmony. 
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CHAPTER IX. 

1. When passing from one chord to another, one 
or more' of the members of the firat chord may be 
prolonged into the second chord; provided, they 
afterward ascend or descend one degree to a member 
of the second chord. This is called retardation. 



In the lot ■lampla the D b prolohged from the firat ohord 
(with orwithoata tie), in which it ia a member, into the Beoond, 
in which It ia not i member. It then reBolTes, by deioendioB 
one degree, to C> the root of the aeeood chord. The prolonged 
D ia the relarJatioa, The note C, on which it resolTeB, ia the 
relnrded note. This is therefore a retardation of the root from 

The 2d example i« » retardation of the root from below. 
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No. 1. Retardation of root Trom ubiTs and below. 

No. 2. Botardulioa of third from abore. 

No. 3. Betardatlon of third from below. 

No. 4. RetordiUon of third from aboTe and below. 

No. 6. Retardation of third front above aod root from below. 

No. 6. Retardation of root and third from abore. 

N 0. 7. Retardation of third from above and root from above 
and below. 

No. 8. Itelardation of fifth from above. 

No. 9. Retardation of fiah from below. 

No. 10. Betiirdation of third from above, root from above 
and below and fifth from above. 



The following rules must be observed : 

let. A retardation that resolves upward, must 
ascend a semitone, except when the uote on which 
it resolves is the third of a chord ; in which case it 
may ascend a whole tone ; or, in other words, the 
toot, thinl and fifth may be retnrdad from above by 
a whole or half tone. The thii-d may bo retarded 
from below by a whole or half tone. Tha root and 
fifth by B half tone only. 

2d. The note on which the retardation resolves, 
must never be sounded close to or above the retarda- 
tion (the root may be sounded above). 
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No. 1. The C kod D »e gouaded togethsr. 
No. 2 is possible. 



3d. The note of resolution may be Bounded at the 
octave below. 



j^piig!^ 




ith. All these retardations may occar in any of 
the parts bat the base. The only one that can occur 
in this is the retardation of the third trom. above. 
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The fullowing ezltaiple e4n ba ettnij *a%\jt«i : 




2. A retardation that resolves by descending, may 
skip to the note below its resolution. 




A retardation that resolves by ascending, may skip 
to the note above its resolution. 



^im^M 
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Eitlier may skip to somo other member of the chord 
in which they resolve, before going to their note of 
reeolution. 




Or they may skip to some other member of the 
chord and return to the retardation. 




Or the_\- may skip to some other member of the 
chord, and then, if a descending retardation, to the 
note below, and if an ascending retardation, to the 
note above tlie resolution. 
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Harmoniie tlie faHowing melodies — First in the sppr&no, 
then in the ftlto, then in the tenor pftrl; so M to become 
familiar with retardation !□ all the parte. In Like first example 
the retardal ions are all marked with a tie. This is not alwaya 
nenesiarj, becuuBe a note ma; be turned into a retardation 
by hsTing two chords written to it, thus i 

Soprano. Alto- Tenor. 
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With th« reUrdaiione pkippiog : 
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CHAPTER X. 

1. An appoggiatuTE or chHuging note is a note 
Bti'uck with a chord ; one degree above or below one 
of the members of the chord. Its only difference 
from the retardation is, that it need not be a member 
of the chord preceding the one in which it is struck. 
All the remarks applying to the retardation, apply 
to the appoggiatura, viz. ; 

If above the root, third or fifth, they may be a 
whole tone ; if below, a half tone, except below the 
third, when it may be a whole tone. They may skip 
in the same way that the retardation does. They 
may occur before two members of a chord, provided 
they are a third or sixth apart. 
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At th« ^ we hSTC HiDgle kppa^iataria, fram A to B ; Rt B 
ate double appogpsturaa ; at C tbe/ skip to tbe note aboie or 
to the note below their Teaolution. 

2. Appoggiatoraa always occur on the acct^nted 
beat of the meaBure or on the first member of a 
beat. 

3. When these dissonant notes occur on the un- 
accented beats or on the second member of a beat, 
they are called passing notes. There are five varie- 
ties of passing notes. 

Ist, Those that enter by degrees, either diatonic 
or chromatic. 
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No. 1. The pMiIug noloa n 
No. 2. The p&asing noLes u 



Q the tmacocnted hernia. 

n the muoccnted membera of 



No. 3. The pawing notei are ohFom&Uc. 

The diatonic passing notes generally occur between 
two harmonized notes, as In the above examples ; 
but sometimes two diatonic notes in succession are 
passing notes. This can only occur as follows, viz., 
the first note is the root of a chord, the last its fifth, 
or the reverse. 



Sometimes a passing note and changing note occur 
in succession, as follows ; 
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The remarks with regard to retardations and 
changing notes apply equally to passing notes, viz. : 
An ascending passing note may skip to the note 
ahove its resolution ; a descending passing note to 
the note helow its resolution. Also, the note of 
resolution and the passing note should not be 
sounded together; but the note of resolution may 
be sounded at the octave above or octave below. 
Also, passing notes may be doubled in thirds ov 
sixths. They may also be doubled at the octave by 
parts moving in opposite directions. Lastly, both 
ascending and descending passing notes may skip 
to another member of the chord before resolving. 
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He. 1. PMsiBgnote, iklpping to note aboTe. 

No. 2. Pmaiiag nots, ikipping to Dole below. 

No. S. Fuaiog note, doubled in thirds Uld sixths. 

No. 4. Passing note, doubled in thirds and ocUi*es. three 

No. 5. pMsing note, doubled in thirds ftod aoLaTes, three 

No. 6. Fusing note, doubled in thirds and oolBTes, four 

AppoggiatuTas : 
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Pining note*, fint specie ; 




p^^^ m-m^^f f^ . 




The second variety of pasBing notes coneiste, in 
striking after a harmonized note, the degree above 
or below, and returning to the harmonized note. 
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All the remarks concerning the previous variety, 
apply to this one. 




No. 1. Both the not«g ftboTe ftod bcloir the harmouiied nots 
are Btruok. 

No. 2 Both the notes belotr and abof«. 

No. 3- Doabled in thirds. 

No. 4. Doubled in sixths. 

No. 5. Doubled in thirds, tsatM abov« and below the harmoti- 
Ued note. 

The third variety of passing notes enter by skips ; 
but are subject to the same rules. 
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No. 1. B is k pasting note, enleriBg by skip. It is one 
degree belon the note to nMch it pMMS. It is a Bemitouei 
beoBuse all notes of this sort, whether passing, changing or 
retardations i mnet be. If below tiie root or fifth of the chord. 



No. 2. Same, skipping to note above. 
No. S. Same, skipping downwaidi. 
No. 4. Notes below and above. 
No. 5. Notes above and below. 
No. 6. Nol«s below, doabled in thirds. 
No. 7. Notes below, doubled in siitbs. 
No. 8. Below and above, in thirds. 
No. 9. Same, in sixths. 

Although, when these not«a are above a harmoniied note, 
thej maj be a whole of half tone. Tet if naturallf a half 
tone, the; cannot be changed to a whole tone : although, if a 
whole tone, the; ma; be ohauged to a half tone. It is for this 
reason that, at the ptaoea marked N. B., the first F is made 
sharp and the second natural. The first F^t is a passing note 
to G; the FQ is a passing note above E. if this passage 
occurred in the ke; of O, then both the F's would be sharp. 

Before treating of the two remaining varietiee of 
passing notes, we will give the following general 
rule for all the preceding varieties (including retar- 
dations) : 

The notes that lie one degree on either side of a 
harmonized note, may be struck before it, either by 
prolongation from a preceding chord, or by entering 
diatonically, chromatically or by skip; provided, 

always,. that the dissonant note, be it a retarding, 
changing or passing note, is followed by a harmon- 
ized note ; which harmonized note maj' either follow 
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immediately or may be delayed by the disaonaat 
note if below, skipping to the note above, and vice 
versa, OT skipping first to some other member of the 
chord. 

The fourth variety is a variation or omamcntation 
of the first. 

Tlio following examplm will expli^ tbetr use; 
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Tbsse ezUDplefi might be mDlliplied iDdefinitel; ; Wt enoagh 
ftre given to eipUin the formation of pusBgea of Ihii kind. 
Oda of lh« best pUees to stud/ their varieliea, ia in the verki 
of Handel. This variety oao be doubled in thirds »nd liithi. 

The flflh variety is called the anticipatory note. 
Its iiBe vill be easily aeen fh>m the following 
examples ; 



The last is the almost universal termination of all 
of Handel'a solos, airs, songs, etc. 



^-OL^njujjL-^ ^t ^ 
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|; r^p,. .j|i-:L'-p^^ ^ 




At K. B. is Ui« melodic minor softl*, fint ucending, then 
dasoending. Thie i« tlie only mj it «ui be nacd, fix., u pMS- 
ingnotM, 
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/ IJLk-'M^S-J II 'P Tj i ll I ! i rTT"^ =ff 

^p gr ^j H ^^A \ ^-~ll^ It 




No. 1. AseeadLng, with tonia. Firat i» bMt. 

ho. 'i. As<i«DdlnK, with dominuit. Both ar« good. 
' No. 8. Aaaending, with aubdomiauit. 

Ifo. 4. Dflaaending, with tonio. First ii bwt. 

No. 5. Deaeending. with dominuit. 

So. 6. D«ac«iidiDg, with aubdomlnant. 

Noa. 7 and 8 ttre tued ^t the bue. The akipa of ftngnented 
Moonda in ptasitgea like the »bOTe in the bue, being Ttrj dis- 
ftgieeable. 
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CHAPTER XI. 

We have now acquired all the means of harmony, 
except a few irregular or rare progressions and some 
other mattera that would not come in well under any 
of the headings so far. This chapter will be devoted 
to all these matters. 

1. PsDAL Point. — The tonic or dominant, or both, 
may be held for an indefinite time, and any succes- 
sion of harmonies belonging to the key, may be 
written with them; provided, the prolonged note is 
a meml>er of the first and last chord in the scries. 
This prolonged note may have & place in any of the 
parts ; but is more often used as a base note. The 
harmonies written with a pedal note should progress 
as though the pedal note were absent. (It is better, 
as a general rule, that no harmonies more remote 
than the dominant harmonies of the related keys be 
used.) 
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The pedal point ia often or my abort darttlou, m in the 
followiof exftoiplei ; 




2. Exceptional progressions of the dominant witb 
seventh. 



k 
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In lJiiB.exftiiipIelb«doiBia4iil U followed by (he subdomiaant, 
flrat iDTcnion. The seiinth does not resolre. This progres- 
■ion otn oeonr both in m^jor and minor kefB. 




In thii exftmple ths daminitat is followed by Ihe Mcond in- 
'rarsion of the eupeitooic. (Ptoperly ooasideTed, tbe whole 
pBBBsgs is dominaDt harmon]' ; the A — A being merelj pMBing 
notes, doubled at the ootsTe, by two parti proceeding in oppo- 
aile direct ioDs ) 



The following progreseion of the seianth Bometime) Dacure 
when the basa deaeends to Ihe third of the tonic. This ia done 
to vioiA the doubling of the third in direct motion. 



^ yp I ^-fe Jt 
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3. The fifth of s major chord may be chan^d to 
an aagmentcd fifth, provided the augmented fifth 
ascends one degree. (This applies also to a domi- 
nant with seventh.) 



f-rrTf^ f*f ^ II ^ =^=^ 



No. 1. The BBCond ohord is & oombination of pusing BOt« S 
uid augmented fifth, Cli. 



This example ia & combiAation of a doub'e retardsiion and a 
ohftOf mg note. Such combinatiani are only poBxible Than (he 
dissonant notes, taken oollectiTelj, form part or the dominant 
harmoDj of the key of which the chord on which they reeoWe 
In the tonle. In this extunple, C^, £, O, are part of the domi- 
nant harmony of D. D, F, A, la th« chord In wbioh theM 
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5. Changing and passing notes may be doubled 
when tbey are an augmented fourth or dimimBhed 
fifth apart ; provided, the two sounds alfjajs move 
in opposite directions to their resolution. 




PsasBges like this maj be azplftiocd on the Iheorj of a 
" hannonj within s hnrmon; ; " beoauBs the/ always bear the 
relation of either dominant or ■apertonie harmonj to the chord 
^itli wUoh they oeonr. 



6. Fassages like the following can be used, con- 
sisting of passing notes of various kinds. The 
design of such passages seems to take possession of 
the listener and cover the harshness of the numerous 
dissonances. 
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They must always begin and end with a chord. 



Variuua p&ssBgea or thia kind oan be found ; but enough 
hmi been eu<1 to guide to their nnderstuidiDg. 



7. False Rklation. — When a, note, occurring in 
two succcasire chords, is chromatically cli&nged, 
without remaining in the same voice, it is termed a 
fklse or cross relation. 
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Th« following might be given es » rule for Itieee progreegioas ; 
A false relatioD must neyer be made with Ihe third of the chord 
(Giunple 1) 1 but it may occur with anj other member. Ex- 
■mple 2, It te the aeTenth ; this pTogresmoD is rttre. Example 
8 Bod 4, St is the root that is altered ; 3 is belter than 4. Ex- 
ample 5, the fifth is altered; tbisisTeryoammoD andisslwajB 

8. When any two parts aecend or descend together 
to an octave, from some other interval, it is called a 
concealed octave : 



frr 



because, if the intervening notes are put in as in this 
example, two octaves will result. The unpleasant 
efTect is supposed to be obliterated when the upper 
part moves a semitone, as in this example. 

A fifth, which enters in this way, is also called a 
concealed fifth. 



i^^ig^ 



9. When the different notes forming a harmony 
are struck successively, instead of simultaneously, 
the chord is said to be broken or dispersed. 
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The fotlowlnit &re the oommoneit fomii of dlBpersioj 




Ho. 1 U called an arpeggio. 

No 2 Lib no diitinoUve dmuc. 

No. 3 ifl called an " Albert! bus," from iti imputed inventoc. 
Dominico Alberti. Of courie, thii diBpenion majr be varied 
■a many irajB. It m&; also hart pasaing notes inicrBperaed 
with tbe members of the chord. 




These and man; other forma 
ticularly in modern piano mueic. 



e frequently met with, par- 



Consecutive fifths and octaves mny occur between 
a part or voice and the dispersed notes of the accom- 
panying chord ; also, consecutive dissonances. 
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At A ther« ktb Iwo fifths; at B, two oclHtes; at C. t 
HTenths. Bui the ear does not reoogoiie them, because it 
ftt one« utiified that the harmoaj i« as fallovs : 




broken, for th« i»ke of Tsriety. 



10. CoNCBBNiHO CoNSBcOTiVE Fifths, — There is an 
unfortunate prejadice against consecutive flfttis in 
the minds of the majority of musicians, in spite of 
the faet that they are often used by the greatest 
writers. The excuse given for this is, that these 
writers knew- how to use them. If this is ti-ue, it 
would seem to be the duty of any who attempts to 
teach harmony or composition, to And out and formu- 
late the rules by which these composers worked. 
The following remarks are an attempt to supply 
some such rules : 

1st. Two perfect fifths, occurring between extreme 
parts, are always disagreeable when the roots are 
withiQ one degree of each other. The disagreeable 
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effect is a little less vhen the roots arc a third apart ; 
still. Jess, if a fourth apart; and least of all, wl\en a 
fifth apart. In the last two cases the eotlening of 
the effect is owing, probably, to the fact that there 
U & connecting sound, viz. : 



II will be Been that the cooDectioD in the seoond einmple is 
still closer then in the first. These two cases are to be foond 
Id the works of many good writers. Of onurse, the effeot is 
ellll more softened hy eootruy motion between the e 
parts. (Seo example on page 29.) 



Ilia possible to hate two perfect finhs, in succession, between 
the extreme parts, when one of them ocgutb between any two 
members of the chord but the root and fifth. 




The first 6flh is between the root and fifth of the chord ; the 
second, between the fifth and seventh of Ibe chord. (The absence 
of unpleasant effect here may be owing lo the fact that it la 
the dominaet of a minor key, followed by the dominant of its 
relaliie major, an3 these two chords hming. so many sounds 
in common.) 



2d. Two perfect fifths, in succession, may occur 
between the middle traits (tenor and alto), as follows : 
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without any unpleasant effect. Of course, if theji 
can occur at the distance of fourth or fifth between 
the extremes, they can between the minor parts do 
likewise. They may even occur a thii-d apai-t, with- 
out any serious unpleasantness. 



3d. Perfect fifths, one degree apart, may occur 
. between the base and the tenor or alto, when they 
result fVom the resolution of on augmented sixth 
chord, as follows : 



(TblH can be fDund in Moiart and DeethoTsn.) 

4th. Perfect fifths, a third apart, may occur between 
the base and tenor or alto, as follows : 
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5tli- Of course, they may be a fourth and fifth 
apart. 

6th. A diminished ean always follow a perfect 
fifth, in a descending passive, as follows : 



The perfect may follow the diminished, as follows : 



I do not pat forth an; of the^e remarks na nilea {except the 
last, which is old) ; buL merelj to point oat the finj that con- 
lecutive fifths are often nsed bjgood writers. No s&UBfactotj 
reason has eTSr been given, why thej should be anpleasant. 
Indeed, there is good ground for suspicion that it is merely 
(he result of education ; tbe learaer being from the beginning 
cuutioDOd againet them as the unpardonable sin in writing. 
(See Helmboli und Pole on this subject.) 

If the deciphering of old mknaecrlplt is to be trnsled, there 
WDs a time when tbe only inierralR used were the perfeot 
fourlh and fifth as fallows: 



This was known a* diaphony. It may be that the forbidding 
of oonseoutiTe fifths, ftltogether, was merely a reaotioD from 
this unqaeatioaahly barbarous style of composition. 
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CHAPTER XII. 

SrBPEND£D Dissonances and Sequences. — Before 
it was discovered that the seveBth could at any time 
be struck with the dominant chord, it was used only 
as a aospension and could be added to any chord ; 
but it was and is necessary to prepare it ; i. e., it 
must be heard as a member of the preceding chord. 
Tlie modem or harmonic system has retained tliis 
rule from the old or contrapuntal system ; therefore 
the seventh and the ninth may be added to any 
chord, major or minor, by suspension. It must 
always resolve like the seventh and ninth in the 
dominant chord ; and a chord with seventh or ninth . 
added by suspension, has three progressions, just as 
the dominant chord has, viz. : It can be followed hy 
a chord whose root is a fourth above (tonic) ; a 
second above (chord on sixth), and a third below 
(dominant of relative minor). 



Pnpsration. Sutptntion. Betolutii 
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Cbord of E, with auipenileil MTCnth ; the Beventh regolvea 
OQ C ; ud 

The chord marked 1, is Bimilsr to flnt proEresuon of domi- 
nant with ie«enth. 

The chord marked 2, is Bimilsr to Heoond progreB^on of 
dominant with ieventh. 

The chord marked 8, is Bimilar la third progression of domi- 
nant with seienth. 

The seventh an<l the ninth are the only saspensiona 
posaible. They can be inverted like the dominant 
irith seventh and ninth, in short chords with a sus- 
pended seventh or ninth, are in every respect to be 
treated just the same as dominant ohords with 
seventh or ninth. 



It vill be seen that a suspension differs materially 
from ft retftrdation, because it always resolves down- 
ward, and never in Ike same chord in which it 
occurs. Suspensions may skip to the note below 
their resolution, or to some other member of the 
chord. They are also frequently ornamented by 
passing notes. 
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This example ig foumled on the following Buccessian of bi 
pended seventliB: 




Sequences. — A melodic sequence consiets of the 
lame phrase repeated at equidistant degrees, thus : 



A liarmonic sequence consista of a series of domi- 
nant and tonic harmonies (generally), or augmented 
sisth itnd tonic or dominant harmonies ; tlie roots 
of which proceed by similar steps. 
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Ho. 1 ii k sequence of dominant and tonio chords ; the roots 
lUl a fifth and riee a rizth allerDatoly. 

No. 2 is a seqaenoeof Bngmcot«d siith» and dominant chord!, 
the root! foiling a lemilone. 

No. 3 eontaini both these eininpIeB in the fint bar. The 
Moond bar is a repetition of the whole phrase, one dt^ree 
higher. 

It wonld be impoidble to give examples of all the harmonle 
sequenoea that might be made. The aboie examples are 
enough to explain the manner of their oonstruotion. 
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The contrapuntal sequence consists of a succes- 
sion of common chords, with roots moving in some 
regular pian. The diminished chords can be used, 
with the lowest note of the group for a base note, 
although there is a rule to the contrary (aee page 52). 
This permission is for the Bake of preBer\'ing the 
form of the sequence. 




No. 1 is one of tbe comnoneBt. The rooM rise a fourth and 
iUlatbird. 

No. 2. Roots rial a fifth mod &11 a roartb. 
Ko. 8. Root! fall a fifth and riw a four^. 
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Nof. 1, 3 and 4 can be ehanged into harmonio Beqnen 




Of course, it is not necessary in any sequence that 
the roots of the chords must always he at the haae. 



9 contnpanUI aequenam, i 
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No. 1. Sequenee of auspended seven^B ; rools MI ft fifth 
and riee d tburth. 

No. 2. Sequenoe of enspooded sevenths ; roots riee *• Beoond 
ud fall B tbird. 

Ko. S> fieqaoDce of Buapended ninths ; roots rise a fanrth 
and fall a fifth. 

No. 4. 8equeno« of enapended nintlis ; toot* fall a third and 
riM a s«DOn<L 

Ro. 1 maj be nhaugtd inlo tiio harmonlo leqnenee (described 
on page 63), as a luceeBdoa of dominant chords. 
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No. 2Duybeahftnged intoahftrmoDieiequeiice in twaw%yB. 




Ki>. 1 l» a laqaenoe of dominttnt ehoTdB reBolTing on the 
aiith of Iheir Male. 

No. 2 ia n aequenoe of dominant ehords with roots omiUM], 
reBoUiD^ on their tonioa. 
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CHAPTER XIII, 

Modulation. — Modulation is the act of paasing 
from one key to another. There is, imfortunately, 
no -way of distinguishing between modulations to 
related and modulations to ntm-^^lated keys. The 
term transition is sometimes used to signify a sud- 
den change to a remote key. It would, perhaps, he 
a good method to use the term modulation to signify 
the change to a related key, and transition to signify 
the change to a non-related key. It is very unfor- 
tunate, but true, nevertheless, that the musical 
nomenclature of the English language is in a very 
confused state. 

I shall use the word modulation in its generally 
accepted sense — to cover all possible cbwigea of key. ■ 

All modulations may "be reduced to four rules ; 

1st. By taking advantage of the fact that the 
d^inant chord is the same, whether the key is 
major or minor. 

This will give six modulations from any given 
key, because there are six dominant chords in every 
key. 

The followiag examples ooot^ii h\l tbe modDlations that maf 
be made bj tbii rule, from tbe kej' of C. 
(115) 
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In 1, 2 a 



i the major tonics «f tli« key are changed to 



No. 1 becomea C minor, TelatWe minor of El>. 
No. 2 becomes O minor, relatiTe minor of Bk 
No. 3 becomes F nunor, relatiye minor of Ab. 
Tn 4, 5 and 6 ike minor tonics of the soale are obanged to 

major. • 

These examples are, of course, mere skeletona. being too 
abrupt to have any musical effect as the; stand ; in fact, it 
might almost be laid down as a rule that no modulation has 
nn; intrinsia beauty ; it depends altogether on the wa; it Is 
UBud. Some of the most beautiful eiamplea in the worka of 
■ the great musters are as simple as possible; but the manner 
of their use gives them all their exquisite effect. 
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It will be seen that by extending this rule to each 
new key that is reached, that it is possible to pass 
through all the keys. For example, the first modu- 
lation changes the key to E^i ; then by applying the 
rule to the chords in E^, six new ctianges would be 
obtained. 

Tb« followlrig ex»mpl«B will show how effeotJTe a modu1a> 
tion of this kind may be mad«. 




DyGoogle 



clakke's hakmomt. 




The Beoond means by which modulations may be 
made, is by taking advantage of the different places 
in which a mf^or or a minor chord may be found. 

A major chord may be found in six places, viz. : 
As a tonic, subdominant, dominant, sixth of a minor 
scale and lowered supertonic of a major or minor 
scale. 
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So. 1. C mi^or as a Bubdominant. (When treaUng a ahord 
M ft •ubdomitiant ot lowered lapcitonic, the modulstian U 
more decided if it be followed by tbe aeooDd iDTCrsion of the 

No. 2. C maJDT m a daminftnt. 

No. 8. C mnjor as chord on sixth of E minor. (ThJa modo- 
lation may proceed lo E mqor, in. acoordanoe with the rule 
that SDj chord in a minor hey may be UHsd in its parallel 



BUJor.) 
Ho. 4. C n 



njor 



8 lowered sapertonio of B m^jor 



The following harmonic aeqnenoe may be ci 
this lut example. 
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Each coDHQoD chord bears the reUtioa of tonic to the domi- 
b&nt that precedeB it, and lowerea supertoaio to the dominuit 



The foDowing extimplea giTe the loadiilaUo&B thM maj be 
obUuned trav the two remaining m^or chords in the kej ot C. 




F HI damlnant 



F SB Biith of A minor. 




F u lowered BDpertODlo oT E. 
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O- at lowered ea|>ertoDle of F|. 



A minor eliord may be found in six places, viz. : 
Tonic and siibdominaut in a minor key, and super- 
tonic, mediant and submediant in a major key. 
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(Tt would be BupirfluonB to giTe uij mors exunples. Th« 
pupil ODght to ba kble to oonatruct Uiam hiouelf.) 



A major chord may have i 
added to it. - 




sixth degree 



No. 2. C ntajor. ehknged to augmeoted uith on loweieil 
■Dp«rtonia of B. 

No. 3. Q major, chnnged to augmented siith on siith of B. 

No. 4. major, ahanged to augmented lizth on lowered 
atipertonto ot F4t. 

A m^or pnd minor chord may be treated as the 
Beventh, ninth and eleventh of a dominant liarmony, 
provided the fifth from the root is added. Thits 

C, E, a may be the seventh, ninth and eleventh from 

D, hy adding A, the fifth from the root, D. 



No. 1. F, obanged to dominant of C. 
' No. 2. C, changed to domiQanl of 0. 
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. No. 8. B ninor. ohaiiged to domioaiit of B. 
No. 4. B miDor, changed to dominant of Ffj. 



The third of the i 
thus: 



chord may be changed, 



l)ecanse it becomes the ninth when treated as above. 

The minor chord may aiao become the fifth, 
seventh and ninth of a dominant or supertoniu har- 
mony, by adding the root or third to it. 



No. I. A minor, abangsd to dominant of G. 

No. 2. D minor, changed to eupertonio barman; of F. 

No. 8. B minor, changed to dominant of D. 

The third means of modulation is by the chromatic 
alteration of chords. Common chords may be chro- 
matically altered, as follows : 



1. e., the third alone or the third and fifth of a. major 
chord may be lowered, or the root may be raised. 
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The third alone of a minor chord or the third and 
flftli may be raised, or the fifth may be lowered. 

In Ihe ftboTs example, C. £, Is m^or; C, El', 0, minor; 
C, El>, 0^, pui of the dominant of D!> or Bl>, or supertonie 
Lnrmonj of 0!> of Eb ; C#> E, is part of dominant liarmany 
of D DT B, or BupertoDio harmoDj of G ar E. 




Ko. 1. C, El>, G, as oomiog IVom Al<, daminant of I>1>. 
No. 2. C, El>, G, aa coming from F, daminant of B!>. 
No. 8. C, Eb, G, u ooming fVam F, supcrlonia of E^. 
Ko. 4. C, E>, O, aa ooming from !>!>, supeHonio of Or. 

The most important modulations of this kind are 
obt;ained from the chromatic alteni.tion of groups of 
four notes (see page 64). 



Commencing with the first group, the third may 
be lowered alone, or the tliird nnd fifth together, or 
third, fiflh and seventh together, or third alone, fol- 
lowed by fif.h and seventh together. This piocess 
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may be reversed by commencing with tlie last group 
in the above example. 

In the following examples are some more changes of thia 
kind. A. little atudj will enable the papil to constmct othere. 




The last means of modulating is by the enharmonic 
change of chords. A common chord may be changed 
as follows : 




Ho. 1. m, changed to C#, dominant of Ftf. 



r, changed to Qi* minor, the inlnoc sabdomi- 
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An angmeated sixth chord may be changed to a 
dominant, and the reverse. 




Noa. 1 and 2. Augmented lizth, changed to dominant bj 
enhannania alteration of the aixth. 

Nos. 8 and 4. Aagmented aixth, changed to dominuit bj' 
enharmoDlo alterstioa of the Erst, third and fiflh. 

Nob. 6 and G, DominSint, changed to augmented sixth hy 
enharmonie alteration of the seventh. 

Mob. T and S. Dominant, changed to augmented aizlh hj 
enhahnonic alteration of Ihe first, third and fifth. 

The most prolific source of enharmonic modnla- 
tion is to be found in the diminished Berenth chorda. 
This choi-d, it will be remembered, results from 
adding the minor ninth to a dominant or supertonlo 
harmony, and omitting the root. 

Three groups of sounds form all the diminished 
BRventh chords. Since there are twelve major chorals 
to which the ninth may be added, it follows that 
each group mnst bo obt-iiaeiJ from four roots; al",o. 
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sinoe there lire six dominants ia every scale, it fol- 
lows that each group must occur twica in every 
8:;ale as a dominan', harmony ; also, there bsing six 
supertonic chords in every scale, each gronp must 
occur twice aa a supertonic harmony in every scale. 
For oonvcnienco we will number the groups aa fol- 
lows; That from dominant of C, first; from domi- 
nant of F, second ; from dominant of G, third. 



Snptttoo. hkiili'r of F, T>, 




domiDaDt of C sad domintDt of its 



Dominant of O, 
Snpertonio bunnan; of C, 



No. 1 
MlatiTe minor. 

Ho. 2 oeouTi in C, as dominant of F and dominant of its 
rtUtive minor. 

No. 3 occur* in C as ilominnnt of O and dominant of its 

In the following examples are all tho resolutions possib'o to 
tlie first gronp. Th« pnpil can euil? write those of tho re- 
maining gronpa. 
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No 1 . WritleD aa ooming {mm O ; raolTed, first, n 
nant of C ; aeooatl, ng supertonia harmonj of F. 

No. 2. Written na coming from £ ; Tesolved, first, as domi- 
tiant of A ; Becoad, as supertonio harmony of D. 

No. 8. Written as coming from C)f ; rcBolved, first, as domt- 
oant of Fit ; second, as supertonia harmony of B. 

No. 4. Written aa coming from BJ ; resolved, first, as domU 
nant of E>>; second, na supertonic barmooj of A^. 

One member of a group may be held and the re- 
maining tliree may be raised a semitoue. The result 
is a dominant or supertonic chonl of which the held 
note is the root. 




^^L="^:=^|i^l^i;^ 
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No. 1. F held : th« cbord becomes, first, dominant of Bb, or 
■coond, sapertoDio bsrmoii; of £l>. 

No. 2. Al> held; the chord becomes, first, dominant of Dt>, 
or secaad, siipert'>uia hsrmonj of Qt>. - 

No. 3. B lield ; the chord becomes, first, dominant of E, or 
seconl, Bupertonic harmony of A. 

No. 4. D held ; the chord becomes, first, dominant of Q, or 
second, Bupertonic barman; of C. 

Lastly, one member may be held, the remaining 
three raised a semitone, and the note that becomes 
the seventh, may be changed to an augmented sixth. 



The pupil should write out all these changes in all the groups 
repeatedly. This is the only iray to become fdmiliar with them. 
It would take too much space to write examples of all Ibese 
various modulations, and would, besides, be of »ery little real 
use to the student. The better way is to try. from the rules 
here giies, to construct modulations. A little perseTcrance 
will accomplish it. Of oourae, it is possible in a modulation 
to mix any or all of these rules together. 

The works of Waguer, Baff, Chopin, Gounod, Schumann, and 
others among the modern nritera, will furnish endless examples 
of ingeoiouB modulations that may be profitably studied. And 
there is no possible modulation that the rules here given will 
not explain. 
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CHAPTER XIV. 

Writing in Parts, — Music is aaid to be written 
in parts, when each voice (or inatrument) has an in- 
dependent melody of its own. This tind of writing 
belongs properly to the study of eounterpoint ; but 
the object of this chapter is to give some idea of the 
process. 

1st. In two parts. — The following intervals may 
be used at any time : Major and minor thinl, major 
and minor sixth, augmented fourth, diminished flf;h, 
perfect fifth and octave. The perfect fifth should 
be avoided, being ineifective. The same remark 
applies, but not with equal force, to the octave or 
unison. The octave .ind unison make the best end- 
ing. The minor second may be used as a suspension 
(it results from the inversion of a suspended seventh, 
see page 101), and must resolve according to the rules 
for suspended dissonants (page 108). 
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The major second may be used gs a suspension, 
or it may be used as part of a dominant t'liord ; but 
in this case one of the notes sliould (not necessarily 
the seventh, as in the preceding case) be held from 
the preceding chord. 




The augmented second may be used as follows : 



It represents the third and ninth of the dominant 
harmony — the ninth, followed by the root. 



The diminished third can only occur as a passing 
note. 



The augmented fourth may be used at any time, 
but it must resolve — being part of a dominant chord, 
viz., third and seventh, or fifth and minor ninth. 
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AUKIiiEiitisI (huTth m third snd Hrentli In dominant of C. 



Augmi^ntnil fliDi 



The diminished fourth may occur as a retardation 
(it 18 always the retardation of the fifth of a chord). 



The root of the second chord is E. • The remaining 
intervals being inversions of those already given, 
are, of eonrse, subject to the same rnles. 

It is possible, in two parts, to represent the har- 
mony very effectively, by allowing one or both parts 
to proceed through the members of the chord. 



Bar 1 18 ftU dominBnt of A. 

Bar 2. First beat, Iridic of A ; the rest of the bsr, (lomiiitiDt 
of F. It 13 importnat to remember thttt wfaen the harnmnt/ 
chattel, the dUsonant notes mnst rsaolve. 
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The augmented Bixth chord may ha represented 
IS follows : 




These aro the only ways it sounds well In two 
parts. 

The perfect fourth can only be used as follows : 



iz., as retardation of third of a chord. 




viz., one or both parts proceeding through the n 
ber.i of the chord. 
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in which it is a passing note on the chord of F. 

AH the dissonanoes and the perfect fourth may 
he used as appoggiaturas or as passing notes. 

The following rules must be observed for the pro- 
gressioa of the parts : 

let. Contrast them as much as possible. 

Use contrary motion in preference to any 



other 



a cross or false relation. 



4th. Never proceed by parallel motion to a perfect 
fifth, except as follows : 



(called a horn passage). Of course, this does not 
apply in a passage like the following, in which the 
same chord is repeated in another position. 
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5th. Never proceed to an octave in parallel motion, 
nuless the upper part rises a semitone. 



6tli. Never write two major tliirds in succession, 
whose roots are less than & perfect fourtlt apart. 



Last of all and most important, Ttie composition 
must be so constructed as to express the harmonic . 
succession as definitely as if it were in four parts. 

In three parts. — All the preceding remarks and 
rules hold good ; but the following are relaxed, viz., 
the dominant with seventh, or any of the dominant 
barmonies can be struck without any preparation ; 
also, the supertonic harmonies. The following table 
gives the best way of representing all the harmonies 
in three parts. 
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No. 1. CommoD ohord. (Of cou 

No. 2. Dominant or supcrtonio 1 

No. 8. AuKni«iited sixth. Firat. 

fl»eoDd, when followed by tlie tonii 



all msy be inreTted.) 

followed by dominant; 



The perfect cadence may be made as follows in 
three parts, viz., the tonic, with the root omitted and 
the fifth doubled. (It la only the position that en- 
ables us to recognize this as the chord of P.) 



The rules, with regard to proceeding by parallel 
motion to perfect concords, are relaxed, with regard 
to the lower and middle or middle and upper parts ; 
but are still binding on the lower and upper parts. 

Also, two major thirds may occur (see above) 
between the lower and middle or middle and upper 
parts. 
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No. 1. nnh in pariltel moUon bettrcen lower ftod middle 

No. 2. FifUi in parallel moUait between middle and npper 

No. 3. Major third between lower bad middle pftrts. 
No. 4. U^or third between middle and upper parts. 
No. 8 is mnoh better than No. 4. 



With regard to four-part writing, nothing new 
need be said. It is subject to the same rulea as 
three-part, and differs only in its greater variety and 
copiousness. 
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The following examples are intended principally 
to shoir the manner of using passing notes and 
appo^^turas. One of the best ways to study free 
composition in two parts, is by examining the violin 
duets of Spohr, Pleyel or Viotti. For three-part 
writing, the string trios of Beethoven and Mozart. 

Of course, in all these compositions there are fre- 
quently four and even more parts produded by play- 
ing double notes. Also, many parts are merely 
Gclos and accompaniments. Still there are plenty 
cf examples of pure two and three-part writings to 
be funnd in them. Perhaps the finest specimen of 
two-part writing in the world, is the concerto for 
two violins, by Bach. 
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The three following examples are founded on this 
barmen}'. 
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In four pftTtg : 
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CONCLUSION. 

The student, who has thoroughly mastcrett this 
course, should be iirepareJ for the study of counter- 
point, fugue, eanou, and the various forms of com- 
position. It is difflcult to study harmony without a 
teacher, and almost impossible ta study these higher 
branches without a guide at first. 

I have omitted any explanation of the figuring of 
chords (thorough bass). There are hundreds of 
works wherein all the information wished for may 
be obtained on this subject. 

For the study of strict counterpoint, Chernbini's 
is perhaps the best iffirk. For the study of form, 
no work will suffice. Some good ideas on this sub- 
ject may be obtained from the works of Dr. Marx. 
Finally, constant writing is the only way to learn to 
write well. No amount of genius will make up for 
the lack of hard work. 
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